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Munema lNpodaHosuh

East-West nornegu, Kpo3 apmartypy KopceTta
(o HoBUM pagosuma Cenme hynusapesuh)

®durnm Koju 3aKs/byuyje BULLEAELLEHMCKM, pacLMHAHTHM OnyC
Nynca bywyena ,Taj MpayHu npeameT xesbe”, cnobogHa je
dMAMCKa TpaHcno3numja pomaHa ,"eHa u mapuoHeTta” MNjepa
Jlynja objasweHor 1898. rogmHe. CacBMM NOjeAHOCTaB/LEHO,

TO je npuya o beckpajHoj, ppycTpupajyhoj 3aHeceHOCTH
cpenoseyHor 6orator ®paHuysa MaTjea KoHUUTOM, UrpaunLom
dbnameHKa Koja, Kako TBpAM, CBOjy HEBMHOCT YyBa 3@ HEKM 0COBUT
N HeogpeheH TpeHyTak y byayhHocTu. Y jegHoj oa cueHa puama,
KaZa ce YYMHU Aa Ce Urpa HeNnpeKknaHor nsmuuarba npubnaunkasa
Kpajy, y nocTe/bM, UCNoCTaB/ba ce Aa je KOHYUTUHO TeNo OKOBaHO
KOpCeToMm, MPOMUCHO yLWHUpaHUM. CBaKy nomucao aa 6u oBaj
CycpeT MOrao MMaTu C1afoCTPaCHWU enNUAor O4HOCH YMHEHMLLA
Aa 6u 3a pacnet/baBarbe CBUX y3nua 6unm noTpebHn catm 1

caTu. Y epoTCcKMM urpama nocebHe BpcTe KopceT AOHOCH U
nocebHa 3a0B0O/bCTBA, a/IM OBZE je cUTyaumja ynpaso obpHyTa
— NPUCYCTBO KOopceTa Heono3mBeo ogHocu momentum. Kopcet

ce oBAge NojaBsbyje Kao HeKa BPCTa nojaca HEBUHOCTU, AaKne y
Y1031 32 KOjy YI/IaBHOM HUje KOHCTPYyMCaH.

Ha3ue KopceT noTuye oz ctapodpaHLyCcKe peuun cors, Koja

je 4eMUHYTUB NaTUHCKe peyun corpus, Teno. Hajydyectanuja n
Hajno3HaTUja NPMMEHA KOPCeTa, CTE3HMKA, jecTe i@ TOP30 YUNHMU
BMTKMjUM. 3N1aTHa ernoxa KopceTa nounme y foba Kpasbuue
BukTOpMUjE, Kaga je marbyn 06Mm Tena nuamehy rpyaHor Kowa m
KapAWYHOT Nojaca 3Ha4YMo BULLM COLMjanHK cTaTyc. Tako3BaHa
¢durypa newyaHor cata notuye 13 Tor goba, a KapakTepuule je
TaHaK, CTUCHYT CTPYK.

U3 jegHe yyBeHe, caaa Beh aaBHe nosnemuke ¢unosoda m
ncTopuyapa yMeTHOCTM OKO HacanKaHux BaH forosux unnena
NamTu ce TBPAHA 4a Cy UuMnene jeAnHU OAeBHU NpeameT Koju
3a4p*KaBa CBOj 06MK M KaZa Huje y ynotpebu. Y cknagy ca Tum,
y uMnenama je yBeK npucyTaH Heguosbusu YoBeK. Mopamo, Unak,
AONYHUTU 0OBY TBPAHY — OA/IMKA KOpceTa, o4eBHOr npeameTa
KOju ce, UCTMHa, Nojassbyje y bpojy HeynopeamBo marbem og,
obyhe, Takohe je HecTULW/bMBOCT. M AOK M OHE HajnenLe Xxa/byuHe,
Kaga cy og/1oxkeHe, n3rybe cBoj BONlYMEH M HECTaHY, Kao Kakee
MeJy3e Ha CyBOM, OBaj CBOjEBPCHM OK/ION TOP30a He MeHa

BONIYMEH Kaga Huje y ynoTpebu. Uy KopceTy, Aakne, ysek 6opasu
HesuOsbUBO Mesio, Y AAaNEKO Hajsehem NPOLLEHTY KeHCKOo.

CnuKkapcka esonyumja Cenme bynnsapesuh, 3anoumme y
TEMATCKOM Nosby NopTpeTa. Anun y Toj ApeBHOj 06/1acTu, Kojy
N3y3eTHO NO3Haje, kY BULLIE O NpPeHoLleHHha BU3yenHMX nogaTaka
3aHMMa penaumja cankapa u nopTpeTncaHmnx ocoba. 3ato cy
LMKAYCU HEeHUX paHUX NopTpeTa buam nocseheHn naposmma
WM NOPOAMLAMA U3 HAjONIMKEr MUHTUMHOT OKpY»Kerba. [pyra
BaXKHa AMMeH3uja y cnukapctey Cenme bynusapesuh og cammx
noyeTaka jecte AeKOp — C/AMKapKa NopTpeTncaHe IMYHOCTU
CMeLUTa NAaXK/bMBO NPOMMULL/bEHE aMbBUjeHTE U KOCTUMMPA UX
TaKo Aa OKpyKerem 1 ogehom Noasiaumn KapakTep NpUKasaHmx
ocoba.

Y uyknycmuma Koju cy yenegunmn Cenma bynunsapesuh oanasm

M KOpaK gasbe: Kao Nog/1ory 3a CBOje pafloBe KOPUCTU OfeBHe
npegmeTe 1 akcecoape YMme CBOje Nosbe Ae10Bakba npowunpyje
Ha MHCTanaumje, Kpenpajyhu jeaaH ceeonw T ambujeHT CKopo
cueHorpadcKor KapakTepa. Ckopo aa je Hemoryhe nsbehu
YTUCaK Aa je Ty AOLWJIO A0 U3BECHE MHBEpP3Mje — HajeaHOM ce
CBE OHO LUTO je YNHWNO yCTanacaHy u ByjHy ,,0KONUHY” eHUX
NopTPEeTa CANA0 Y CaMo je3rpo pasa 1 Hawno Ha obyhu, opehu
W Pa3HOBPCHMM MOAHUM objekTMa. CeMUHe ,,C/IMKe 3a
opeBare” Mmajy otya nspasmuTo yrywhere U 4eKopaTUBHOCT.
Heke o KX jacHO ce mory BUAETM Kao any3uje Ha aena
npepadaenuta n nokpeta Arts and Crafts. Cse To WTO NamTMmo
Kao BM3yenHO Hacnehe neproaa npenacka AeBeTHaecTor BeKa
Yy ABAAECETH, CTUI0BM KOjU Ce Y PasNMYnTMM nogHeb/bma
Ha3uBajy pas3nunTnm umeHunma (Ceuecuja, Ap Hyso...) Kao
33jeAHNYKM UMEHUTE/b UMajy OTKPMBAbE OPHAMEHTA/IHe
AnMmeH3uje Hajwupe cxBaheHor OpujeHTa, MOroToBO Y AOMEHY
npumerseHe ymeTHocTu. U ynpaso je To, To Tparake 3a ,hyn-
6awTom”, makap u nocpegHo, y3 nomoh Tonoca 13 uctopuje
YMETHOCTUN U Tpa,u,mu,mje mMmoge OHO WTO YNHU KOHCTAHTY INKOBHE
aBaHType Cenme bynusapesuh.

Anu cycpeta 3anaga 1 Uctoka y ob6nactu Kyntype 6uso je u
npe HO LWTO CY, Y OCBUT MOAEPHU3MA, YMETHULLM CBOj Nornes,
ynpaBuan npema Apyrum Tpaguumjama: jeaaH og, kux Boan
Hac 0 HEOBUYHE eHrNIecKe apuCTOKPaTKUIbE, CnUcaTe/buLe U
aBaHTypucTKumbe flejan Mepwu Boptam MownTarjy (Lady Mary
Wortley Montague, 1689 —1762). OHa je aaHac Hajsulue
ynamheHa no cB0joj KopecnoHAeHUMjn Koja je umana (u, y
Kpaj0j NMMHKU]WU, U OCTBapUNa) HEABOCMUCNEHE KibUKEBHE
ambuumje. Kao cynpyra Easapaa Boptauja, Koju je noyeTkom
1716. rogmHe 610 NOCTaB/bEH 3a EHINIECKOT ambacagopa npu
MopTu, Nejan Mepu 6una je BepoBaTHO NpPBa *KeHa Koja je of,



NoHgoHa o Lapurpaga npowna KOHTUHEHTAHUM MyTEBUMA U
TO, 360r XMTHOCTM MY*KEB/bEBE MUCKjE, ¥ 3MMCKO BPEMe, Kaaa ce
roToBO HMKO HUje ycyhueao ga nofe Ha TakBO NyToBakbLe.

Y nucmy necHuKy AnekcaHapy Moyny nocnatom 12. pebpyapa
1717. u3 beorpaga oHa onucyje nonpuwTe HegasHor 6oja EyreHa
Casojckor ca Typumma Kog Cpemckux Kapnosaua n nponasak
CHEXHMM NO/bEM CAaCBMM NPEKPUBEHUM NeleBMMa JbyaM, KOkba
M Kamuna, 3aTum 1 bopasak y beorpaay rae TOKom Tpu Hepesbe
ca gomahmHom, obpasoBaHUM M BoraTMm HacnegHUKOM AXmes-
6erom (,,Hberosa TMTyNa 61 y Hemaukoj oTnpuanke oarosapana
rpodoBCcKoj“), BoaM, y3 BUHO, pacnpaBe O NepcujcKoj Noesnju.
BopT1au je ono3BaH u3 Llapurpaaa nocne cesera roguMHy gaHa
AnnaomaTcke cnyxbe, HheroBy Kapujepy ca pasiorom HUKO He
NaMTU — HajBpeaHWNjMU AONPUHOC Te MMUCKUje OCTajy NMMCMaA Herose
eHe 13 npectoHuue Ha bocdopy. Taj npoHUL/BMBK Nornes,
»V3HYTPa“ onucaH je Kao ,NpBM NPUMEpP CEKYNapHOT paja jeaHe
3anagHe *KeHe 0 ucnamckom OpujeHTy”. Kao keHa, /lejan Mepu
je y Uctanbyny nmana npunaunky aa npogpe y Kpyrose Koju cy

no npupoam 6unn 3aTBOPEHU 3a MYLLKM Nornes,. Ynpaso u3 e
cdepe, U3 xamama, NOTUYE U jeHA aHEr[OTa CavyyBaHa Yy heHUM
NMCMUMA — LAPUIPaACKe KeHe Bune cy UCTUHCKM YXKACHYTe Kaga
Cy yrneaane keH KopceT. Y3BMKHYE Cy: My»KeBW Ha 3anaay cy
3aucTa ropu o4 oHMX Ha VICTOKY jep Be3yjy CBOje KeHe y mane
KyTuje y 06aunKy rbuxosux Tena!

W, eBO, CKOPO TPUCTA rOAMHA HAKOH CLIeHe Koja ce oaurpana

Yy aMbunjeHTy TONIMX Ucnapera, KOPCeT OCTaje Kao C/MKa U
cumbon cnyTaHOCTKM 3apaj BULIETr MUMNEPaTUBA, aTPaKTUBHOT
n3rnega v noxkes/bHo ob6MKoBaHoOr Top30a. BusyenHu ecej Cenme
‘bynusapesuh je Tauka yBe3nBarba CaCBMM PasIMuUTUX TeMa U
acoumjaumja Koje Hyam oBaj n3a3oBHM 0b6jekaT. To je npuya o
HeBMA/bUMBUM JbyaMma, HalTama Ymnju ce oapas npecnkasa Ha
3aKpMB/bEHE MOBPLUMHE TENIECHOT OK/I0MA, MPUYa O NOXKEe/bHUM
BPEAHOCTMMA, YKaNyn/bnBaky M cnoboam, CKpMBeHUM
CTpacTMma, pasymeBatby/Hepasymesatby PasanymTmX KyATypa,
0 rogyHama HecTaaum 1 n3a3oBuma Koju he gohu y oHMma wto
HEMMHOBHO HacTynajy.

Hukona LWyuya
YMeTHOCT KopceTa y aoba notpecajyhux ogHoca

MpeToBapeHU CBET OLABHO je CaMOCBECHW TeaTap U
KOHCTpyWcaHa npupeaba. U3 ctanajyhux 1 3abopas/beHmx
nHdopMaLMja U AOCNOBHE MYNTUNPEAMETHOCTH, NOjeANHU
YMETHUYKM U360pU HaNUKYjy Ha O4BaXKHa apXxeoioLwKa oTKpuha.
HepeTKo, y MHAMBUAYaNHoOj ycpeacpeheHoCTH, TakBU Hanasu
M3a3unBajy 1 naeHe ceojum moryhHocTuma. Og, uMKyca cmKa
Be/IMKor GopmaTa NPOHUL/BUBOT KONOPUCTUYKOT IMHEAPU3MA
eHTepunjepCcKUX U NPUBaATHUX cuTyaumja, Cenma hynusapesuh

je HafHeceHa Ha NPOTOK NPMBATHOT KMBOTA, HA OABajKaja
YCBOjEHO MepUWI0 KaKo IMYHOCTU, TAKO U CMeLLTaja Tena,
FMXOBMX MNO33aAMHA Kao M NpeameTa CBaKoaHeBULe. theH
HagHeceHW AeLopym BPCHUX NOPTpeTa y ambujeHTuma Hawao
ce y NyHKTUpakby TPEHYTKA, a CIMKapcKko ymehe npeunsHor
noeHTUparba GOKYCMPano je IMYHOCT Y eHTepujepckom 6opaBky,
NoceTu, Uy aKLEeHTOBaHOM PaCMoHY Y:KMBarba y 6ojama u
TeKcTypama. JIMHeapHo npeunsaH ctun, Hocehu n Tparose
NMHeapu3ma bputaHcke Hose ¢urypaumje Hagosesao ce
3anpaBo Ha cTapy noyky. OHa CTpyju jolw ¢ NoYeTKa uctopuje
MOAEPHU3MAa, Y AaTUM CIMKatbMMa MOAEPHOT KMBOTA, TOM
BopnepoBoM HayKy Aa CBe LUTO yo4aBaMo HocK ybp3aHu Tpar
NPOMULAaHa, U3MEHE, CKPUBEHMX 3HaMeHba anu u ocnobahajyher
YCMOHA NMLa, yBepera 1 cyabuHa Hanpeayjyhnx eBponckux
ApyluTaBa.

dyHKUMja ncTMLarba CBakor HOBOT NPU30pPa, 3a Pas/IMKy Of,
ABOAVMMEH3MOHAIHOCTU C/IUKE, 32 YMETHULYY je NpemeTHyTa
Ka HOBMM KopceTuMa, Haamauwyjyhu ogesHU n3bop MHTUMHOT
M CKPUBEHOT Kanyna »KEeHCKOr TOp3a Y UCKYLLIEeHMMa apyre
AeueHuje 21. seka. CTBOpEeHN HOBM KOPCET je Kanenaockon
MoryhHOCTM 1 coHaMpatse 3aceHYeHe OKOMHOCTH, CTUA

M apywTseHe ynore. MOTUBCKa NO3MBakba Y CIMKAHUM,
BE3EHUM W HAYUHEHUM NpegMeTMMa YMETHULA aKTUBMUPA
33 ManeHe ceH3auuje 1 rpaHuLe npekpwaja. Ocnobahajyha
eHepruja camocTasiHUX YMETHUYKUX MOMepakrba rpaHunLa,
AaTvpaHa y anbepanHom 3amaxy wesgeceTmx roguHa
oTnoyena u npomuwsbarem byayhe ynore nctpaxmnsadkm
O,BaXKHOT YMETHMKA Y U3MEH/bUBMM APYLUTBMMA epe



Boponuje. Lluknyc nnm cnmkapcka NoBecT KopceTa HacTaje

Y MHTYUTUBHO NpoHaheHoM cxBaTaky ycpes, rnobanHmx
NoMMLLaHa U PAa3OTKPUBEHOCTM, KaZla je TajHOBUTOCT Tena
pa3BejaHa u OTprHyTo KopuwheHa. Mo mepuanma 1 aHannsama,
YKa3MBakbe Ha KopceTe y NPeno3HaT/bMBUM IPAHULLAMA KEHCKe
ynore, otBapa onwTn ¢paHTa3zam NPOTUBPEYHUX NOPYKA,

nonyT cnyTaHocTu 1 cnoboae, a jeAHaKo U AOMUHALUMje U
noapeheHoctn. OH oarosapa APYLUTBEHUM U MEHTATHUM
TeCHauMMa Hawer 1063 KoMmellarba peanHUxX U BUPTYEAHUX
CyCTM3atba HacW/ba, PaToBa, AUCKPUMUHALM]e, CEKCYaNHOCTH,
HOCTanruje n pasHMx o6HOBa KOH3epBaTUBHOCTU. peTpara

no ogHOCMMa ca CBMMe LITO Ham ce Ha 0630pjy yKa3syje, oaaje
BUTaNHY W Npeobparkasajyhy cHary XXeHCTBEHOCTU pa3BujeHe
dopme. HoBoHacTanu 6e3spemeHmn ogeBHU NnpeamMmeT 3aBohera
cyaenyje Kao Kanyn passojHoctu ocnobahajyhe ncuxe. Aat
W3HOBA, ycpes Npeobusba NopyKa, oAC/IMKaBakba U NpeKnanakba,
peknammpaHmx MoryhHOCTM M CUCTEMCKUX peLLeHa 3@ ancoyTHO
cBe, OH CMMB0INMYKM N36MBa M3 caa CBEOMNLITE AM3ajHMPAHOT, MO
Huny NlmnosewKom rmobanHor pasgobsba NpasHuUHe nocnese
TPU TpaH3UTOPHe AeleHunje. Joanpyjyhm oCHOBHY aHaTOMCKy
dopmy KopceTa y MUHYLIMO3HOCTU CBOT PYKOMMCA, yMETHUL,A
06aB/ba MHKNY3KNjy HEKAAALLIHUX 3HAYEHA BUKTOPUjAHCKOT
npegmeTa U tberose passojHe ¢pyHKumje. OTBOPEH je cTaTyc
C/IMIKaHoTr, Be3eHor, 6ojeHor, onwTe y3eB HOBOCTBOPEHOT
npespaTa, O4MAKHYT 04, PETPO M3/7eTa MOLHUX U KpeaTOPCKUX
ce3oHa. Mo AnHKujama u 6ojeHMMm aeoHULAMa ucnjaBajyhu
YHYTapHW 04pas, CBAaKM HOBM KOpPCET 3a cebe je n Hanas Bnactute
KOMMO3MLMOHE NIEeNOTE U CaBpeMeHe eMouuje ToKa namhera u
meTadope ceHsyanHocTn. CTpn/bMBO M3BEAEHWU N KapTorpadcko
XxepbapurjymMCKM OKNONM KEHCKe aHaToMMje nojavyaBajy
3aBO/bMBOCT NPEKPUBAHbA TENA XKesbe U dpeTulia. MaTtepujanu,
Mepe 1 nspage cy ysuz y d1smnuKke rpaHmLe 1 membpaHe
CNyTaHe, TajHOBUTE U MHTYUTUBHE }KeHCKe ynore. MNojegmHun
YMETHWUYKM NOCTYNLM W yCNeBajy Aa ynyTe Ha OBAKBY emMaHaLujy,
rae AONPUHOC KopceTa He OTKNaka nourpasajyhe n ayxosute
ucnage. [lekopaTvBHa maTpuLa npesara 1 6ajkn ecHada
YMETHOCTU M 3aHATCTBa KPO3 OKEAHCKY AUMEH3M]Y APYLUTBEHO U
naejHo pesonyuMoHapHor 19. BeKa cTuye 06HOB/bEHY IMKOBHY
peTopuKy. HbMxoBKU Ha3UBM KPO3 CIMKAPCKY YKOMMNOHOBAHOCT
Cenme bynusapesuh nepcoHndyjy cTarbe POMaHTUKe, BEHYAHE,
A/ M UCKYLLIEHA KAOo LUTO CY KOMYHUCTUYKA 3aCTaBa, *KMUBOT Y
6paKy 1 JocerHyTa *eHcka cnoboaa, Aoaylue Y UCNOLMPAHOCTH,
Mo KOPCeTMMa MMEHOBAHWM MO LLIEKCMMPOBCKOM MOAeNy
'BeCenX KeHa'.

KopceTu cy 3annetn metadopa agnpsbmBe 4eaHOCTU U bennHe
BEHYaHba, CUMBOIMYHUX NPOjeKLMja Hagara, AOCIOBHUX
MHUUMjaunja uBaTa, gednopaumja M onojHO HaCN0jeHUX
60TaHUYKNX BU3Ypa. MpeameT TaKBe C/IMKapCKe OCHOBE, OKBUP
YWHMPAHOT CTe3akba W NPOjeKTOBakba LIeHTPUPAHOT KEHCKOT Tena
OTKPWBA Ce Kao CNaBa y3/1eTa M ecTeTCKOr NpKoca.

Pa3oTKpMBEHM KOPCETU Cy aT/lach eMaHLMMNOBaHOr }eHCKor Tena
M OpraHM3ma, W CIMKAPCKM HarnallaBajy CKPUBEHY TEKTOHUKY.
HacTtanu cy u3 UCKycTBa Koje CTpYju 04, 3aBPLUHULE MUHYAOT

BEKa Ka Halloj enoxu pa3BujopeHux CTPacTu, eTUUYKMX Naaosa,
PaBHOAYLIHOCTUN U NYUUAHUX HAaArpaatby nNpexkmsennx obamuja
*uBoTta. Moryhe je ga cy To © nameTHN CUMBOANYKM NPeaMeTH
HOBE YMETHOCTU: OXUB/bEHM, 3aNPaBO YHYTapHU KOCTUMM Cripam
HecTabuNHOCTU, NyKaBUX 3aBOA/bUBOCTU U CTaZIHUX ONACHOCTU
Hawer goba.



Cenma hynusapesuh KapaHosuh

PoheHa y CapajeBy 1967. Ctygupana Ha Oaceky 3a UCTOPUjy YMETHOCTM Ha Punosopckom daryntety
y Beorpaay. Annnomupana Ha Cankapckom oaceky Pakynteta IMKOBHUX yMeTHOCTM ¥ beorpaay,
1994. y knacu npodecopke Munuue CreBaHosuh. Ha nctom dpakynteTy 3aBpLumna nocneguniomcke
cTyamje 1997. Ctekna je 3Barbe AOKTOPa YMETHOCTM U3 061aCTU CIMKapCTBa MO, MEHTOPCTBOM
npodecopke AHhenke bojosnh 2012. YnaH je Y/1YCa og 1995 n OUCTAT- ceKumja KocTumorpada og,
2010. CamocTanHo je usnarana y Cpbuju, LipHoj lopu, BocHu n XepuerosmHu u bearnju og, 1991.
YyecTBoBasa je Ha npeKko 30 rpynHUX U3N10XKOM Y 3eM/bU U MHOCTPAHCTBY. YUecTBOBaa Ha BaXKHUjUM
rpynHum nsnoxkbama YNYCa og 1995. roguHe. Yyectsyje Ha u3noxkbama Kao wTo cy MehyHapoaHu
bujeHane ymeTHOCTM MUHMjaType y Toprbem MunaHoBuy U U MHTEPHALMOHANHN BUeHaNHN

¢dectBan noptperta (MHTEPEUDEN) y Ty3nu, BocHa 1 XepuerosuHa. YyectsoBana Ha CuMmnosnjymy

W paanoHuLM y opraHmsaumjn OUCTATa, ca yunaHoBuma CDG (Costume Design Group), y UctaHbyny
2010, nopg, Hasueom Cultural Exchange Between East and West: Kaftan and Its Influence in Fashion.
Paau kao goueHT Ha PakynTeTy NpuMereHNX ymeTHOCTH y beorpaay Ha Mpadurukom oaceky.

CamocTanHe nsnoxbe:
2014. - NpopajHa ranepwuja beorpas, Beorpag - 06jekTn
2013. - LleHTap 3a KynTypy MocTap - ob6jeKktn

- Fanepwuja MNpenopog, Capajeso - 0bjekTn
2012. - Musée des Beaux-Arts de Vevriers, benrunja - 06jeKkTH, LpTEXM U CAUKE
2011. - fanepuja ©N1Y, beorpag, - LOKTOPCKA YMETHUYKA U310XKba

- Fanepuja N3no3un , beorpag, - LOKTOPCKA YMETHUYKA U3noxKba
2008. - JInkoHM canoH loma KynType, HYayak - canke
2007. - fanepuja bubnunoteke rpaga beorpaga Atpuym, beorpag, - cavke
2005. - NMpogajHa ranepuja beorpag, beorpag - cavke

- MogepHa ranepwja, J/lazapesau, - cimke
2004. - Tanepwnja CaBpemeHe AMKOBHe ymeTHocTH, CanoH 77, Huw - canke
2002. - Fanepwuja 3aayxbuHe Nnnje M. Konapua, beorpag, - cnvke

- lanepuja ConohaHcka Buhera, Hosu Masap - caunke

- lanepwuja Bnagumunp Mapxuk, Kpasbeso - canke

- lanepwuja Mpenopoga, CapajeBo - civKe
1999. - Tanepwmja Sue Ryder, Xepuer Hosu - cauke
1998. - Tanepwnja PNY, beorpag, - cnuke
1994. - Tanepuja CTypeHTCKM rpag, Hosu beorpag, - cinke un LpTexmn
1991. - Tanepwja LleHTpa 3a kyaTypy Crapu rpag, beorpag, - uptexxu

Harpape:

2013. - 3natHa naneta Y1YCa Ha MNponehHoj nanoxobwm 2013.

2011. - NnakeTa benn AHheo - paBHoNpaBHa Harpaga YMeTHUYKe KonoHuje Munewesa 2010.

2010. - NoxBana MehyHapogHor xupuja Ha X meflyHapogHom bujeHany ymeTHOCTM MUHUjaType,
loprbn MunaHoBay,

1994. - Benuka Harpaga ®NY 3a camkapcteo n3 PoHaa Pucte n Bete BykaHosuh

1993. - Harpaga ®/1Y 3a noptpet us ®oHga hopha bowaHa, cankapa 1 npodecopa, Harpaga P/Y 3a
Mmo3auK u3 ®oHga JUK 6aHke

1991. - Harpaga ®/1Y 3a uptex n3 doHpa bypha Teogoposuha, camkapa u npodecopa

CBM pagoBu cy HacTaam y nepuoay og 2010. go 2014. roauHe.
KopceTtu cy nsseageHu y eBponcknum senminHama 36 um 38.
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Nanunua / Thumbelina LiseTHu kopceT | / Floral Corset | Kopcet c nytkama / Corset with Dolls
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MoceeheHo PyHaeky / Dedicated to Rundek



Mileta Prodanovic
East-West Views, through the Fixture of Corset

(on new work of Selma Djulizarevic)

A film that closes a several decade-long, fascinating opus of

Luis Bunuel, “That Obscure Object of Desire”, is a liberal film
transposition of the novel “Woman and the Puppet” by Pierre
Louys, published in 1898. In simplified terms, this is a story

about an endless, frustrating infatuation of a middle-aged rich
Frenchman, Mathieu, by Conchita, a flamenco dancer who, as she
puts it, saves her chastity for some special and evasive moment
in the future. In one of the film scenes, where it appears that this
continuous evasion is drawing to its close, in the bed, it turns

out that Conchita’s body is heavily restrained by a tightly laced
corset. Any thought of a possible passionate finale to this tryst is
dispersed by the fact that it would take hours and hours to undo
all the laces on the corset. In erotic games a corset of a special
kind may bring special pleasures, but here, the situation is quite
the contrary — the presence of the corset irrevocably destroys the
momentum. Here, the corset appears as some kind of chastity
belt —in a role for which it has not been devised.

The term corset is derived from the Old French word cors, which
is a diminutive of the Latin word corpus, body. The most frequent
and best known application of corset, girdle, is to make torso
appear more slender. The golden epoch of the corset began in
the Queen Victoria era, where the tinier volume of the body
between the rib cage and pelvic girdle meant a higher social
standing. The so-called hour-glass shape, characterized by
narrow, squeezed waste, can be backtracked to that age.

It makes one recall a famous, now rather old polemic of a
philosopher and historian of art, about painted Van Gogh shoes,
and the striking statement that shoes are the only clothing object
that stays in shape even when not in use. Therefore, the shoes
are worn at all times by an invisible man. We need to further
expand this statement — a characteristic feature of the corset,
another clothing object that, although it, truthfully, does not
appear as often as shoes, is also the presence of full shape.
While the most beautiful dresses, like jellyfish on dry land, lose
their volume and disappear when not worn, this torso armour of

sorts does not change shape when not in use. So, the corset also
contains at all times an invisible body, most often female.

The painting evolution of Selma Djulizarevic started in the
thematic sphere of portrait. But in this ancient art that she so
superbly masters, the relation between the painter and portrayed
persons is of more interest to the artist than the mere transfer

of the visual information. That would explain why the cycles

of early portraits were devoted to couples or families from her
immediate intimate surroundings. Since the very beginning, the
décor is another important dimension in the painting work of
Selma Djulizarevic — the painter places the portrayed persons
into carefully chosen environments and clothes them in such

a fashion, that the surroundings and clothes emphasize the
character of painted persons. In the cycles to follow, Selma
Djulizarevic ventures a step further: as the basis for her work, she
uses clothing objects and accessorize, thus expanding her field of
work into installations, creating a general environment of almost
scenographic character. It is almost impossible to avoid the
impression that an inversion of sorts took place — all of a sudden,
everything that comprised the wild and abundant “environment”
in her portraits flowed into the very essence of her work, ending
up on the shoes and different fashion objects. That is why Selma’s
“clothing paintings” have a very condensed decorativeness. Some
of them can clearly be seen as allusions to pre-Raphaelite works
and Arts and Crafts movement. Everything that we remember

as visual heritage of the transitional period between 19tand
20%century, styles that are called differently in different parts

of the world (Secession, Art Nouveau...), have, as their common
denominator, unveiling of ornamental dimension of the loosely
understood Orient, especially in the sphere of applied art. This
particular search for the “rose-garden”, albeit indirect, with the
aid of the history of art topoi and fashion tradition, represents
the constant feature of Selma Djulizarevic’s painting adventure.

But the East and West have already met at the cultural level, even
before the artists, at the dawn of modernism, directed their gazes
towards other traditions: one of them takes us to the unusual
English aristocrat, writer and adventurer — Lady Mary Wortley
Montague, 1689-1762. Nowadays she is most remembered for
her correspondence, in which she fulfilled unambiguous literary
aspirations. As the wife of Edward Wortley, who, by the beginning
of 1716 was appointed English ambassador to the Ottoman
Porte, Lady Mary was probably the first woman who travelled
from London to Constantinople by continental roads, due to the
urgency of her husband’s mission, when nobody dared undertake
such a journey.



In a letter to the poet Alexander Pope, sent on 12 February 1717
from Belgrade, she describes the battlefield of a recent battle
that Eugene of Savoy fought against the Turks near Sremski
Karlovci, and her transition through the snowy fields densely
covered with bodies of people, horses and camels, then, her

stay in Belgrade where she conversed over a glass of wine with
her host, educated and rich heir Ahmed-beg (“His title would in
Germany approximately correspond to the title of count”), about
Persian poetry. Wortley was revoked from Constantinople after
barely a year of diplomatic service and his career was forgotten
with a good reason — the most significant contribution of that
mission were his wife’s letters from the metropolis on Bosphorus.
This clever “inside” view is described as “the first example of
secular work of any Western woman on Islamic Orient”. As a
woman, Lady Mary had a chance in Istanbul to be admitted into
circles that were, naturally, closed for men. One of the anecdotes
saved in her letters is from this particular sphere, from the
hammam — women from Constantinople were genuinely appalled
when they saw her corset. They exclaimed: “The husbands in
England were much worse than in the East, for they tied up their
wives in little boxes, the shape of their bodies”!

And here we are, almost three hundred years after the scene that
took place amidst warm evaporated fumes, the corset still being
an image and symbol of constraint for the higher good, attractive
appearance and shapely torso. The visual essay of Selma
Djulizarevic is a blending point of completely different subjects
and associations that this object of desire offers. This is a story
about invisible people, about gardensand their reflections fallen
on the curves of the bodily armours, story on desirable values,
molding and freedom, hidden passions, understanding/non-
understanding of different cultures, years passed and challenges
in the years to come.

Nikola Suica

The art of Corset in the Time of Tumultuous
Relationships

The overburdened world has for a long time been a self-
conscious theatre and construed show. From blending and
forgotten information and actual multi-objectivism, certain

art choices resemble bald archeological finds. Very often, in
individual self-centeredness, such finds provoke and captivate
by a number of their possibilities. From the cycle of large format
paintings and keencolouristic linearism of interiors and private
situations, Selma Djulizarevic has been stooping over the flow of
private life and previously adopted standard of both personality
and body placement, their backgrounds, as well as objects
ineveryday use. Her stooping decorum of great environmental
portraits punctured the very moment, and painting skills and
precise straight-to-the-pointstyle focused the personality

within an interior, in a social visit, through accentuated scope
of enjoyment in colours and textures. A linearly precise style,
outlining the traces of the British New Figuration Linearism,
followed the old truth. This truth has been flowing from the
beginning of the history of modernism, in the given paintings of
“modern life” — that Baudelairean truth, that everything we see
has a quick-silver trace of transience, change, hidden cues, but
also of a liberating ascent of the imagery conviction and fate of
progressing European societies.

For the artist, the presentation of each new image, unlike that
on the two-dimensional pictures, has been shifted towards the
new corsets, surpassing the clothing choice of intimate and
hidden mold of a female torso in temptations of the second
decade of 21st century. The newly-made corset is a kaleidoscope
of possibilitiesprobingthe shaded circumstance, style and social
role. The artist uses different motives on painted, embroidered
and hand-made objects to activate fine sensations and further
push the boundaries of culpability. The liberating energy of
independent artistic pushing of limits, that goes back to the
liberal stride of the 1960s, was initiated by contemplation of
the future role of a brave artistresearchingthe treacherous
societies of the age of Aquarius. The cycle or painting history of
corset appeared in the intuitively found understanding amidst



global upheavals and revelations, when the secrecy of the

body was dispersed and used haphazardly. According to the
standards and analyses, placing corsets within usual limits of a
female role opens a general phantasm of contrary messages,
such as “constraint and freedom, and equally, domination

and subordination”. It resembles social and mental straits of

the modern times in which real and virtual violence, wars,
discrimination, sexuality, nostalgia and different renewals of
conservatism mix, overtaking each other. A search through
relationships with everything that is dawning upon us reveals a
vital and transforming power of femininity of developed form.
The newly-made, but timeless clothing object of seduction

acts as a mold for developing liberating psyche. Offered afresh
amongst abundance of messages, overlapping images, advertised
possibilities and systemic solutions for absolutely everything, this
object symbolically vacates the all-designed, as Gilles Lipovetsky
would say, “age of emptiness” in the past three transitory
decades. Leaning on the basic anatomic format of corset by
minuteness of her signature, the artist includes the previous
meanings of the Victorian corset and its developing function. A
new revolution has begun, in the form of painted, embroidered,
coloured, newly-made objects, away from retro-coquetry in
fashion and design. The shining reflection of inner self is oozing
through the lines and coloured patches; each new corset is a
reflection of its own compositional beauty and contemporary
flow of memory and metaphor of sensuality. These patiently
made and mapped, herbarium-like armours of female anatomy
emphasize sensuality of a covered body, desire and fetishism.
The materials, measures and quality provide insight into physical
boundaries and membranes of a constrained, secretive and
intuitive female role. Certain artistic procedures successfully
lead the way towards such emanation, where a role of the
corset does not preclude teasing and witty outbursts. Across the
ocean-wide dimension of socially and ideally revolutionary 19
century, a decorative matrix of story-telling and fairy tales within
this “arts and crafts” guild brings about a renewed figurative
rhetoric. The corsets were named after the Shakespeare model
of “merry wives” and these names, through the art skill of
Selma Djulizarevic, personify romanticism, wedding, but also
temptations, such as the communist flag, married life and
somewhat dislocated woman’s freedom.

The corsets are the metaphorical plots of touching chastity of a
white wedding, symbolic projections of hope, actual initiations
of flowering, defloration and intoxicatingly layered botanical

visions. The object of such painting basis, the frame defined by

tightly-laced and projected centered female body is discovered as
emanated glory and esthetic defiance.

The unveiled corsets are atlases of emancipated female body and
organism, and they artistically emphasize the hidden tectonics.
They have ensued from experience that has been flowing since
the end of the previous century towards our epoch of wild
passions, moral downfalls, indifference and lucid extension of
the remaining forms of life. It is possible that these corsets are
clever symbolic objects of the new art: revived, or rather,internal
disguise, as a shield against instability, cunning seduction and
permanent jeopardies of our time.



Selma Djulizarevic Karanovic

Selma Djulizarevic Karanovic was born in Sarajevo, Yugoslavia in 1967. She
acquired BA at the Belgrade Faculty of Fine Arts — Painting Department

in 1994. At the same department, she gained Master of Arts in 1997, as
well as PhD Arts in 2012. Since 1995 she has been a member of ULUS (the
Association of Visual Artists of Serbia). She has also been a member of
OISTAT/Costume Design Group since 2010.

She won the following awards: the Golden Palette in 2013 - awarded

by ULUS, the Honorable Mention of the International Jury of the 10t
International Biennial of Miniature Art in Gornji Milanovac, Serbia in 2010,
the White Angel of Milesheva in Prijepolje, Serbia in 2010. As a student
she gained four awards of the Belgrade Faculty of Fine Arts - for a drawing
in 1991, for a portrait in 1993, for mosaics in 1993 and the Great Award
for Painting in 1994. Since 1991 she has had 18 solo exhibitions in Serbia,
Montenegro, Bosnia and Herzegovina and Belgium. She has participated
in numerous important exhibition of ULUS since 1995 and international
exhibitions such as: the Biennial of Portrait INTERBIFEP in Tuzla (BiH) and
the International Biennial of Miniature Art, Gornji Milanovac (Serbia).

She has been working at the Belgrade Faculty of Applied Arts since 2000 —
since 2007 as a docent at the Graphic Department, teaching Painting and
Drawing.

Email: djulizar.selma@gmail.com

All works are made from 2010 to 2014.
Corsets are made in european sizes 36 and 38.
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